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Anish Kapoor Isn’t Done Reflecting 
On the eve of his show at the Jewish Museum the artist looks back on his 
delicate earliest art, and reveals why terror plays a vital role in his latest. 

 Blake Gopnik 

“Home is a very difficult concept for me,” says Anish Kapoor, who lives between London and Venice (shown). “This is 
the only place I belong — here in the studio.” Credit...Anish Kapoor, All Rights Reserved, DACS, London/ARS, NY; 

Matteo de Mayda for The New York Times 

Anish Kapoor is one of the world’s most celebrated and popular artists. Over the years, he has won 
Britain’s Turner Prize, a knighthood and an honorary doctorate from Oxford University. In 2006, on 
the lakefront in Chicago, his stainless-steel “Cloud Gate,” a.k.a. The Bean, became early selfie-bait: 
The sculpture is like the legume of its nickname — if that were enlarged to the size of a tractor-trailer 
and polished to a mirror finish. Other Bean-ish sculptures have gone on to be built, for millions of 
dollars, in fancy spots around the world. 



But right now, Kapoor, 71, is preparing to open a show that returns him to a much different era, in 
the late 1970s and early ’80s in London, when he was still the classic starving artist. “Anish Kapoor: 
Early Works” is opening Oct. 24 at the Jewish Museum in Manhattan. 

The show presents the first sculptures Kapoor coated with powdered pigments, or set down among 
drifting piles of the stuff. They earned him a dose of art-world love. When he used the same powders 
to line half spheres, the critic Michael Brenson in The New York Times described the result as “the 
kind of magical, disconcerting sculpture that undoes vision and logic.” (The Jewish Museum will pair 
his early works with a few recent pieces that use Vantablack, a light-absorbing coating; Kapoor has 
the exclusive right to use it in works of art.) 

Kapoor was born and raised in Mumbai, and since the 1970s has lived and worked in London, and 
lately, also in a grand palazzo in Venice. 

In early September, on a video call from his studio in Venice, I spoke with Kapoor about his earliest 
art, and his very latest. 

Anish Kapoor’s tools and paint in his studio in Venice, Italy. His work has always involved the potential for 
mess.Credit...Matteo de Mayda for The New York Times 

https://thejewishmuseum.org/exhibitions/anish-kapoor-early-works/
https://thejewishmuseum.org/exhibitions/anish-kapoor-early-works/
https://www.nytimes.com/1989/04/07/arts/review-art-split-show-of-black-artists-using-nontraditional-media.html
https://www.nytimes.com/1989/04/07/arts/review-art-split-show-of-black-artists-using-nontraditional-media.html


Kapoor’s work clothes in his studio.Credit...Matteo de Mayda for The New York Times 

This conversation has been edited for length and clarity. 

Blake Gopnik: At the Jewish Museum, you’re having a show of your early work. But — 
and I wasn’t ready for this when I started thinking about this interview — you’ve just 
now revealed one of the most powerful works of your career, and the most political. 
And that’s a guerrilla collaboration with Greenpeace that saw a giant canvas hoisted 
onto an oil rig and then drenched in red paint like a giant bloodstain, as though global 
warming was wounding the planet. Does that very latest work change how it feels to 
look backward, in the Jewish Museum show, to where your art started? Does it change 
how we should read that early work? 

Anish Kapoor: No. I think art that simply comes to dictate to the viewer how it ought to be looked 
at is just not very good art. I’m afraid we have too much of that stuff around nowadays, and I’m a 
great believer in the other place, which is: How does one hold to metaphoric language? 

But does that mean that the Greenpeace work, with its direct message and meaning, 
isn’t really an Anish Kapoor? 

It absolutely is. It absolutely is. I hope — forgive me if I’m a bit arrogant about it — and think it’s 
quite a good work, as a thing in itself. And then of course, because of the association with Greenpeace 
and because of the really important issues of global warming, it has a particular reading in this 



context. I’m carefully considering whether I should show it again in a different context and see if 
that’s possible. I like the performative nature, if you like, of making a painting out there, out there in 
the North Sea, in the big space of the ocean. 

In a collaboration with Greenpeace to bring attention to global warming, Kapoor made “Butchered,” a giant canvas on 
an oil rig drenched in red paint, like a bloodstain.Credit...Anish Kapoor/DACS, London, and Artists Rights Society 

(ARS), New York; Photo by Andrew McConnell/Greenpeace 

Let’s go back to a moment in the 1970s and early 1980s London. Those first works with 
loose pigment [in the Jewish Museum show] were what brought you recognition. Is 
there some pleasure in revisiting those works from before you were known, before you 
were in demand, before you had giant budgets — and reporters calling you for 
interviews? 

Definitely. When I first started making pigment works, I didn’t have any money. After I left art 
school, I was teaching one day a week in the north of England, in an art school. It was hardly enough 
money to pay the train fare, there and back. 

In those days, in London, I paid five pounds a week for a studio — but to buy pigment? Oh my God, it 
was difficult. So I would often sweep the floor and use the dust off the floor. It’s just what I had to do. 
So there was this sense for me, anyway, of the frugal nature of the project. 



 
Anish Kapoor, “Untitled,” 1989, mixed media on paper.Credit...Anish Kapoor/DACS, London, and Artists Rights 

Society (ARS), New York; via The Jewish Museum 
 

Can you describe the breakthrough moment when you discovered loose pigment? 

I’d been in England for five, six years — very, very difficult years. I’d been to art school, and was 
getting myself a little studio. And then the opportunity arose to go back to India, with my parents. 
My father directed the ocean hydrographic survey, which had its headquarters in Monaco. So they 
lived in the south of France. And we went to India, and I suddenly saw this material, in the market, 
as one does in India. And it occurred to me that it was a possibility. After two weeks, or whatever it 
was, in India, I came back to London, went to the studio and made my first pigment works. 



 
Kapoor’s studio in London in 1980. In his early days as an artist, he said he couldn’t always afford pigments, “so I 

would often sweep the floor and use the dust off the floor.”Credit...Anish Kapoor/DACS, London, and Artists Rights 
Society (ARS), New York; via The Jewish Museum 

 

And had you ever witnessed Holi, the festival where pigment gets thrown? 

I was in India until I was 16 years old, so I’d grown up with it. But it’s not Holi so much that was the 
question; it was the pigment used in worship. Red pigment — or saffron pigment, more than red — 
would be used to anoint. You go into the temple, and you anoint the image with it, and in return, it’s 
put on your forehead. 

One of the things that I love about your early works is their ephemerality, their 
fragility, which a lot of your later works, like “Cloud Gate,” don’t have. You have said, 
“Pigment is very fragile, to touch is to destroy.” Did you have a special pleasure in that 
fragility at the time? 

Absolutely, absolutely. Also the way that they have a kind of aura — how the pigment spreads 
[around the sculptures] on the floor. And the ritual performance of laying it out: There’s a lot of 
housework involved in trying to make sure the pigment doesn’t go everywhere. But yes, the fragility 
is absolutely intrinsic. 

My recent Vantablack works are so fragile that you can’t even breathe on them. Sadly, I’ve had to 
hide them away in a case, which I don’t like doing. I’d like to leave them open. So fragility plays a role 
there. 



 
“My recent Vantablack works are so fragile that you can’t even breathe on them,” Kapoor says. Left to right, some 

Vantablack works from 2019 to 2022.Credit...Anish Kapoor/DACS, London, and Artists Rights Society (ARS), New 
York; Photo by Attilio Maranzano 

 

Did you ever take pleasure in watching the pigment get spread through a gallery and 
onto people’s clothes when they touched it? 

I never enjoyed it. I always find it damned irritating, because I’m looking for that aesthetic purity, a 
kind of clarity — so that the object has its own particular particularness. 

But a collector once said to me, “You know, now my children are Jewish and bluish.” 

Often your work is seen as almost cheerful. But it seems that with Vantablack, you’re 
getting back to Edmund Burke’s idea of the terrifying sublime. 

Terror is absolutely important, absolutely vital. The aesthetic proposition needs always, I believe, to 
sit on that edge where psychic and physical disappearance is almost palpable. 



 
Anish Kapoor, “Untitled," 1990, ink on paper, on view at the Jewish Museum. Works in deep blue were a signature of 
Kapoor’s from his earliest years.Credit...Anish Kapoor/DACS, London, and Artists Rights Society (ARS), New York; 

via The Jewish Museum 
 

The Greenpeace work is huge, it’s almost nature scaled. Does that feel like one of those 
pieces where the terror of the sublime is there? 

Yes, yes. The whole idea of trying to do this in the middle of the ocean, and holding on to the scale — 
the fear always was that in that vast space, the endless North Sea, it would be an insignificant object, 
but actually it somehow held the scale, which I’m really surprised at, frankly. 

Now I want to change the subject completely. Your art connections to India — your 
Hindu roots — those are cited all the time. And you mentioned recently that it was 
important for a person of color to have succeeded as much as you have, given the 
racism you’ve experienced. So your Indian background is what’s always cited. 



 
Anish Kapoor, “Part of the Red,” 1981, mixed media, pigment. The piece is part of his new show at the Jewish 

Museum.Credit...Anish Kapoor/DACS, London, and Artists Rights Society (ARS), New York; via The Jewish Museum 
 

But here you are showing in the Jewish Museum, and I think some viewers would be 
surprised to know that you have an equally substantial background in Jewish culture, 
because your mother is Jewish, from Iraq, and her father was a cantor at an Indian 
synagogue. Did an interest in those roots, the ones that are less often cited, have 
anything to do with your accepting to do the show at the Jewish Museum? 

My Jewish origins are absolutely part of my reality. Therefore it felt natural. I don’t know what else I 
can say. 

Let me go back to the work. There are certain concepts that have remained absolutely essential for 
me, one of them is this wonderful word, “makom,” in Hebrew, meaning place. Now, art doesn’t just 
happen anywhere; a great work or a good work or a significant work, sites for itself a place. 

As it happens, “makom” in kabbalah is also a word for God. So therefore this association of place and 
the infinite — meaning the here and the not here — these concepts are essential to what I feel I’ve 
been engaging with as an artist, almost from the very beginning. The Indian tradition holds many of 
these concepts too, but has more reachable visual languages. Our Jewish tradition has these 
conceptual, metaphoric, metaphysical realities that are just as important and for me, just as real. 



 
The artist in his studio in 1982. “Art doesn’t just happen anywhere,” he said. “A great work or a good work or a 

significant work sites for itself a place.”Credit...Anish Kapoor/DACS, London, and Artists Rights Society (ARS), New 
York; via The Jewish Museum 

 

You have said, “I have zero interest in being an Indian artist.” 

Yet you’ve also cited the importance to you of India, and now of your Jewishness. 
Where do you stand on the issue of ethnic identity? It feels as though it’s been vexed 
for you over the years. 

It seems to be a modern reality that so many of us are in transition, or in between. Home is a very 
difficult concept for me. I’ve always found it difficult. We live, my wife and I, between Venice and 
London. And we’re always on the move. This is the only place I belong — here in the studio. I don’t 
belong anywhere else. I say that, you know, almost with tears in my eyes. I mean, I wish I did, but I 
don’t. 
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Renowned as a 
sculptor, the artist 

brings his incendiary 
style—and fiery palette—
to the canvas in a new 

Venice studio

photographs by Mattia Balsamini

by Jay Cheshes 

Originally built in the 1500s, the  
grand Palazzo Priuli Manfrin in Venice,  

with its elaborate architecture and ornate 
frescoes, will eventually house Anish  

Kapoor’s foundation. 

KAPOOR’S
ANISH

CRIMSONTIDE



60  SMITHSONIAN | November 2023 November 2023 | SMITHSONIAN  61

Paint-stained 
rags on the floor 

resemble the 
folds and un-

dulations of the 
clothing in the 

ceiling art found 
at Palazzo Priuli 

Manfrin.

In a former boat repair workshop in Venice, 
down a narrow alley just off the Grand Canal 
dead-ending at the water’s edge, hides a space 
now used as a painting studio with Corinthian 
columns and skylights overhead. Towering can-
vases hang on every surface. Many more are 
stacked like dominoes in the corners. A bloody 
shade of red, the artist’s signature color, mixed 
from an oil paint base of alizarin crimson, is per-
vasive in the abstract work here. 

“I’ve used it again and again and again and again,” says 
Anish Kapoor, the 69-year-old British Indian artist behind 
this particular hue, chatting in his newly occupied Venice 
studio in August. Kapoor has spent decades exploring the 
possibilities of this corporeal color, in three-dimensional 
objects forged from silicone, wax and other malleable ma-
terials and, increasingly, in gobs of thick paint on canvas.

Kapoor is best known as a sculptor of monumental, ab-
stract, perception-defying works of public art, mirrored 
surfaces that seem to have no beginning or end, like Cloud 
Gate, better known as “The Bean,” his apparently seamless 
110-ton stainless steel ellipse in Chicago’s Millennium Park, 
and immersive forms so enormous they consume entire 
building interiors, like Leviathan, his bulbous PVC balloon 
installation that filled the Grand Palais in Paris in 2011.

Kapoor has had a decades-long obsession with negative 
space, with the void—the “non-object,” he calls it—in all 
its permutations, cutting up museums and galleries with 
site-specific gashes in the walls and black holes in the 
floors that seem to have no end.

In 2016, he sealed a deal with British technology firm Sur-
rey NanoSystems for the exclusive use of Vantablack, touted 
as the blackest substance on earth, a technological marvel 
developed for scientific and stealth applications and pro-
duced in a high-temperature reactor. Kapoor had to sign an 
agreement under the Official Secrets Act at the British Home 
Office before he could negotiate a lock on its artistic use.

Both Kapoor’s 
wax and silicone 

works, often on 
canvas, led him 

to painting as “a 
logical step,” he 

says. Many of 
the works in his 

studio remain 
untitled. 

ART WORKS © ANISH K APOOR, DACS / ARS 2023
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“In my heart, I’m 
still a sculptor, 

even if I’m mak-
ing paintings,” 

says Kapoor. 
“I’m making 

paintings, in a 
way, of things, 

and then I spend 
the rest of my 

time getting rid 
of things.”
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HOT AND COLD
Clockwise from top: 

Visitors step inside 
Leviathan, a giant 

inflated structure at 
the Grand Palais in 
Paris. Cloud Gate, 

nicknamed “The 
Bean,” remains 

a draw in Chica-
go. The wax- and 

oil-based Svayam-
bhu moves slowly 
through the Royal 

Academy of Arts 
in London, leaving 

a sticky trail of 
goo. Non-Object 

Black 2019 shows 
o" Vantablack, the 

world’s blackest 
substance, which 

Kapoor has exclu-
sive rights to use 

artistically.

A number of artists began criticizing Kapoor 
publicly after news broke of his monopoly on the 
“world’s blackest black.” British painter Stuart 
Semple responded tongue-in-cheek by unveiling 
what he called the “pinkest pink,” offering his fluo-
rescent hue for sale online, but requiring each buyer 
to first confirm “you are not Anish Kapoor, you are 
in no way affiliated to Anish Kapoor, you are not 
purchasing this item on behalf of Anish Kapoor.” 
Kapoor replied with an image on Instagram of his 
middle finger drenched in Semple’s “pinkest pink.”

“That silly young fellow,” says Kapoor of his 43-year-
old faux nemesis. “I understand the impulse to say, 
‘How can a color be exclusive?’ But it isn’t a color.”

Vantablack is not even “a paint,” he explains, but 
“a highly complicated, bloody difficult, damned ex-
pensive technical process, and extremely fragile,” 
less a color than the absence of it, absorbing light, 
so that a coating applied in lab conditions makes 
three-dimensional objects, like a sphere protruding 
from a cube, appear head-on to be entirely flat. “Is 
there an object? Is there not an object? Is it real, not 
real?” says Kapoor of the mystifying work he pro-
duced with the material after years of trial and error, 
unveiling the first pieces at an exhibition in Venice 
in spring 2022.

Kapoor’s art often requires teams of collaborators 
to execute, and months—even years—to bring to 
fruition. Along with the technicians, fabricators and 
stone carvers employed by his London studio over 
the years, he’s tapped structural engineers, archi-
tects, shipbuilders and mirror-makers, among other 
experts. As a respite from his laborious collaborative 
work, in recent years he’s been embracing a more 
solitary focus on painting, spending hours alone 
working in his studios in London and Venice. 

“Having this physical work that he can make im-
mediately and by himself I think just gives him an 
energy, an outlet,” says Greg Hilty, partner and cura-
torial director at Lisson, a gallery in London where 
Kapoor’s work is regularly on exhibition, “and, also, 
is a counterpoint to some of the more shiny work, 
the sublime work. In his mind, they couldn’t exist in 
the world without each other.”

Kapoor’s canvases sometimes have a three-di-
mensional quality, jutting out from the surface as 

they blur the lines between painting and sculpture. 
They tend to be spontaneous, visceral works, ex-
ploring messy, violent, often sexual themes, in bru-
tal abstractions conjuring flesh ripped open expos-
ing viscera and blood, fiery rivers of lava rushing 
past. A trio of large paintings hanging in the Venice 
studio feature the outlines of a prone figure gushing 
torrents of red. “It’s the body, if you like, expunging 
its interior,” says Kapoor. The piece was inspired, in 
part, by a late medieval painting he saw hanging in 
Padua depicting the death of the Madonna.

Still, this high-octane body of work is particular-
ly jarring taken alongside the cold precision of Ka-
poor’s conceptual sculptures. 

“You know there are two sides to Anish, what I call 
the clean side, the polished side, and then there’s the 
dirty side, and it was when I saw the dirty side that I 
understood the clean side as well,” says British cura-
tor Norman Rosenthal, former exhibitions secretary 
of the Royal Academy of Arts in London, who helped 
organize Kapoor’s first showing there in 2009. 

Kapoor echoes the sentiment. “There’s this way in 
which I’ve worked which is very pure, very clean and 
all that,” he says, of his precise sculptural work. “But 
I had a feeling there’s something else, which is more 

essential. I don’t know what the word is, because they’re both 
essential, in fact. They’re not in conflict, but they are different 
ways of seeing the world.”

KAPOOR WAS BORN IN MUMBAI when it was still called Bom-
bay, in 1954, to a Punjabi Hindu father and a mother of Iraqi 
Jewish heritage. He arrived in London for art school in 1973. 
Eighteen years later he won the Turner Prize, Britain’s highest 
art accolade. In 2013, he was knighted by Elizabeth II for “ser-
vices to visual arts” in her annual birthday honors.

“I’ve always had a very strange relationship to England and 
to London,” he says, reflecting on his adopted country, India’s 
former colonial ruler. “I’ve lived there longer than I’ve lived 
anywhere else, had my children there, got married there, built 
too many homes there . . . it’s a complicated history with En-

gland for me—Sir-bloody-Anish, all that crap. So, 
in a sense you get drawn into the establishment, 
but at the same time I’ve always felt uncomfortable 
about it.”

Now, after 50 years living in Britain, Kapoor 
has begun shifting his center of gravity to Venice. 
“What I like about being in Italy is, unequivocally, 
I’m a foreigner and I like that,” he says.

“Venice,” says Hilty, “represents in many ways 
historically and symbolically an opening up of Eu-
rope to the wider world, in some ways a meeting of 
East and West, kind of like Istanbul. And that’s An-
ish’s world, really, neither west nor east but some 
dynamic fusion or dialogue between them.”   

In 2018, Kapoor took over the Palazzo Priuli Man-
frin, an abandoned Venetian landmark, with layers 
of history extending back to the 16th century and a 
grand ballroom overlooking the Cannaregio Canal, 
announcing his intention to establish a foundation 
headquarters, a future home for his archive and a 
new creative hub there. “In very large terms I try to 
think of it as a working space in which I might leave 
some works and maybe ask some artists to come 
and do something else, or use part of it,” he says. 

Last year, with restoration work on the building 
ongoing, he set up his new painting studio across 
town. This winter he plans to move the studio 
into a much larger space nearer the palazzo, in a 
former factory building with room enough to also 
produce sculpture on-site. 

Kapoor has been enthralled with Venice since 
1990 at least, when he was chosen to represent 
Britain at the 44th contemporary art Biennale. The 
work he showed at the British Pavilion—including 
Void Field (16 imposing sandstone blocks on the 
floor) and The Healing of St. Thomas (a red gash in 
the wall)—won him the Premio Duemila for artists 
under 35 (even though, controversially, Kapoor had 
turned 36 by then). “On the day of the opening, I 
walked into a restaurant, the whole restaurant stood 

up and applauded,” he says. “That was so touching, wonderful.”
He returned frequently to Venice over the years, showing 

new work during subsequent Biennales. Eventually he bought 
an apartment there. “I’ve had this very long association with 
Venice,” he says. “I’ve always felt it to be good to me, and good 
to the work. I like that it’s a village and that it’s cosmopolitan. 
I still have my studio in London, spend roughly half my time 
between here and there, but I do feel more and more that it’s 
home, Venice.”

Though works on paper and canvas have always been part 
of his practice, they’ve become much more of a focus over the 
last ten years as he’s embraced a new parallel path to his work 
as a sculptor. “I’ve watched so many colleagues do what they 
do and then they do what they do. It’s not my road,” he says. 
“I’m interested in what I don’t know and what I haven’t done. 
I feel that’s the real mission of the artist.”

These days when he’s in painting mode, whether he’s in 

I’m interested in what 
I don’t know and 
what I haven’t done. 
I feel that’s the real 
mission of the artist.”

“
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London or Venice, Kapoor tries to finish a canvas 
a day. “I’m pretty prolific—I’ve got a hell of a lot of 
work. I probably let 10 percent out into the world on 
a yearly basis,” he says. To store it all, recently Ka-
poor purchased a huge warehouse north of London. 
Much of the unreleased work there, he says, will be 
donated to the foundation eventually, so that his 
children won’t be responsible for managing these 
portions of his estate after he’s gone—he has a son 
and two daughters from two different marriages. 

Even away from the studio his output is impressive. 
Along with homes outside London and in Venice, he 
has places in Harbour Island in the Bahamas and in 
Jodhpur, India. He produces works on paper at all of 
the sites, mostly colorful gouache abstractions. There 
are literally hundreds stashed in drawers at the Lon-
don studio, categorized based on where they’re made. 
The Jewish Museum in New York will showcase a few 
of them in a works-on-paper show next year. 

In recent years Kapoor’s paintings have become 
a much bigger presence in his gallery and museum 
shows, often presented alongside his precise ma-
chine-made sculptural objects. A whole crop of new 
paintings will make their public debut in November 
in a broad survey of his new work at the Lisson Gal-
lery’s New York outpost, opening just after Kapoor’s 
mini-retrospective in Florence, Italy, at the Palazzo 
Strozzi art space. 

BY NOW KAPOOR HAS begun mastering the bewil-
dering maze of pedestrian roads and bridges that 
snake through the Venice canals. “I’m mostly suc-
cessful in finding ways of going through the back 
streets where there aren’t thousands of tourists,” he 
says as we cut across town for a late lunch in August.

When he bought the sprawling Palazzo Priuli 
Manfrin from the local government—which lacked 
the funds to restore it—he had little idea what he’d 
do with the space. Curator Mario Codognato, a Ven-
ice native and old friend of Kapoor’s from his early 
days as a young artist in London, first introduced 
him to the building.  

Codognato, the former chief curator of the MADRE 
contemporary art museum in Naples, where he of-

ten showed Kapoor’s art, has been working on the 
renovation ever since, after signing on as director 
of Kapoor’s new foundation. “The project grew so 
organically,” says Codognato, who first suggested 
basing the foundation in Venice. Initially, he found 
a smaller site for the headquarters inside an existing 
art foundation before hearing about the Palazzo Pri-
uli Manfrin. 

Over the last 20 years some of the most import-
ant palazzos in Venice, historic landmarks once 
occupied by the city’s most powerful families, have 
been snapped up by deep-pocketed buyers, among 
them some of the world’s biggest contemporary art 
collectors, who’ve opened them up to the public as 
private museums—showcases for their art founda-
tions—adding bookshops, ticket offices and sleek 
new gallery spaces. French fashion tycoon François 
Pinault runs two outposts of his Pinault Collection, 
at the Palazzo Grassi and Punta della Dogana. The 
Prada Foundation also has an art space in Venice. 
And billionaire investor Nicolas Berggruen is fin-
ishing up work on two more foundation spaces, 
including the 18th-century Palazzo Diedo near Ka-
poor’s foundation.

“The thing about all these foundation buildings, 
and there are more and more of them, is that they 
are done to the nines; they are really done. I want to 
do exactly the opposite,” says Kapoor. “I don’t want 
to touch it, or hardly touch it.”

Kapoor scrapped early plans from a local archi-
tect, Giulia Foscari, for a bookshop and café on 
the ground floor, preferring to leave the whole site 
open-ended for now, with simple infrastructure up-
grades. “There will be beautiful rooms to show works 
in, to make works in . . . and then we’ll see,” he says. 

Kapoor hopes to preserve the sense of decay in 
the space, cleaning up the 18th-century frescoes and 
other decorative elements left behind over the years 
but not changing much else. “I don’t want resto-
ration; what I want is conservation,” he says. 

The palazzo was in decent shape when Codogna-
to first found it. Kapoor, an astute student of history, 
says he was drawn to the building with its soaring 
double-height ballroom before he learned of its role 
in the history of art in Venice.

The first portions of the building were completed 
in the 16th century, when it was home to the aristo-
cratic Priuli family, who produced three doges, the 
rulers of Venice. In the late 18th century, the palazzo 
underwent upgrades under a new owner, Girolamo 
Manfrin, a social-climbing tobacco merchant who 
burnished his reputation as a tastemaker by opening 
up his home, and its important collection of art, to 
prominent figures of the day.

“Mr. Manfrin was a great art collector. He had ev-
erything from Giorgione’s La Tempesta to various 
Rembrandts, all sorts of magical stuff, which I didn’t 

For the first time in 
my life I felt free,” 
he says. The school 
was a hotbed of 
radical ideas.

“

 
“I do a lot of 
blue and black 
and red,” Ka-
poor says. “The 
whole thing of 
painting is giving 
appearance to 
objects. What 
the black things 
are doing is 
exactly the op-
posite of that.”
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Early in his 
career, Kapoor 
(above, in 1986 
with an untitled 
work) created 
whimsical sculp-
tures coated 
in powdered 
pigments. 

know when we were negotiating for the building,” 
says Kapoor.

After Manfrin’s death in 1801 or 1802 (questions 
remain about the exact year), some of his collection 
wound up eventually at the Gallerie dell’Accademia, 
one of the most venerable art institutions in Venice. 
Over the years Manfrin’s palazzo went into decay. 
Catholic nuns moved in for a time in the 1900s. The 
building, though, had been empty for years by the 
time Kapoor stepped in. 

Work has gone slowly in the five years since he 
first saw the site. “Doing anything in Venice is a 
nightmare,” he says of the bureaucracy. A 
completion date for construction still hasn’t 
been set. “It is an artist’s project,” says Co-
dognato, “so, in a way [it’s] permanently in 
progress.” 

In a full-circle moment during last year’s 
Biennale, Kapoor was invited to exhibit his 
own work among Manfrin’s collection at the 
Gallerie dell’Accademia, as part of an ongo-
ing program showcasing contemporary art. 
Though Manfrin’s palazzo was still a work in 
progress, he decided to put renovations on 
hold so he could also show work there. “We 
did this folly of expanding the exhibition into this 
half-destroyed, half-not building,” says Codognato. 
“The fire brigade were not enthusiastic about it. We 
had to do a lot of work to make them happy.”

Kapoor filled the ballroom with heaps of red wax, 
part of a theatrical installation, Symphony for a Be-
loved Sun, he’d shown years earlier in Berlin. Con-
cave mirror works, turning the world upside down, 
were displayed under an 18th-century fresco of Me-
dusa. “Obviously, she has to have the mirror,” says 
Kapoor, of the choice of backdrop.

Though the show closed in October of last year, 
there are a few remnants in the building as we tour 
the palazzo. Mount Moriah at the Gate of the Ghetto, 
an inverted mountain of silicone and red paint that 
had anchored the entry, lies partially dismantled. 
The piece, referencing the historic Jewish ghetto of 
Venice—the main entrance is just across the canal—
might be reinstalled after the renovation is done. 

Fractal towers of powdered pigment were re-
moved, part of another piece from the Kapoor ar-
chive, White Sand, Red Millet, Many Flowers, leav-
ing behind colored outlines on the floor. “It’s the 
absent work,” says Kapoor as we walk through the 
space. The piece, which dates back to 1982, is a vari-
ation on his early breakout pigment series, 1,000 
Names, which was inspired in part by the colors of 
India following his first return trip after art school 
in the late 1970s. 

“I went with my parents, my brothers and my 
wonderful girlfriend at the time. We just traveled—
architecture, temples, all that business,” he says. “I 

saw stuff, felt connected, and then I came back from 
that trip and a few months later I began to make my 
first pigment works.”

Kapoor, the eldest of three brothers, was born into 
a well-heeled Indian family six years after the coun-
try won independence from Britain. His father, a hy-
drographer, in charge of map-making in the Indian 
Navy, encouraged his sons to follow in his footsteps 
with professional careers. Kapoor’s mother, an am-
ateur dressmaker, cantor’s daughter and “Sunday 
painter,” was more open to her eldest son’s artistic 
interests. She made copies of works by Henri Ma-

tisse, he says. “I would finish them for her, 
and go off in a different direction, start with 
Matisse and then go somewhere else.”

When Kapoor was a teenager, his fami-
ly moved to the foothills of the Himalayas, 
where he and one of his brothers attend-
ed one of India’s most prestigious private 
academies, the Doon School, the country’s 
answer to Eton, the elite British boarding 
school. Kapoor, who is dyslexic, says he 
“hated every single second of it. I was a ter-
rible, terrible student, terrible at sports, a 
complete slacker.”

At 16, Kapoor and his brother Roy, who is a year 
younger, were dispatched on their own to Israel, 
which was offering residency to Indian Jews. “My 
mother was obsessed with getting us out of India,” 
he says. With the country struggling through a pop-
ulation surge and conflict with neighboring Paki-
stan, she hoped for a better life elsewhere.

Kapoor finished high school on a kibbutz south 
of Haifa and then, in a bid to make his father hap-
py, began studying engineering at the University of 
the Negev (now Ben-Gurion University) in southern 
Israel. “I did six months . . . I just couldn’t deal with 
it,” he says. After dropping out, he returned to the 
kibbutz for a bit of soul-searching. “I decided, in the 
midst of all my inner turmoil, I was going to be an 
artist,” he says.

When an art school in Jerusalem rejected his ap-
plication, he hitchhiked across Europe with a Swed-
ish friend, starting in Istanbul, en route to a new life 
in London. 

It was the early 1970s, a time of creative and po-
litical ferment in England. Kapoor enrolled at the 
Hornsey College of Art in London, where he found 
a sense of belonging. “For the first time in my life I 
felt free,” he says. 

The school was a hotbed of radical ideas and 
experimental art. Marina Abramović, then a pio-
neering young performance artist, was a visiting 
tutor. Artist Paul Neagu, a mentor on the faculty, 
encouraged Kapoor to think conceptually. “It real-
ly gave me the sense that being an artist, or being 
an object-maker, wasn’t necessarily about the ob- L
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A smock, shoes 

and book of 
Hindu hymns 

accompany a 
mid-century 

modern chair in 
Kapoor’s studio, 

“a place of 
experimentation, 

mostly of fail-
ure,” he says. 
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ject; it was about propositions through the object,” 
he says. “Paul didn’t use those words at all, but he 
worked in a way that prompted that kind of think-
ing for me.”

After graduation, Kapoor’s work quickly attracted 
attention. In 1982, when he was 28, he showed his 
first pieces in Venice, in the Aperto section of the 
Biennale devoted to young artists. “I showed next to 
Julian Schnabel, who put all his work in my space. 
We had an almighty brawl. It wasn’t very nice, but 
in retrospect it’s very funny,” recalls Kapoor with a 
laugh. “We’ve since become friends.”

But it was representing Britain at the Biennale 
eight years later that pushed his career into the 
stratosphere, opening the door to the technically 
challenging monumental work that followed. “Then 
in the art world—it’s gone now—there was strongly a 
sense that just because it’s big doesn’t mean that it’s 
good, and if it’s big, it’s probably crap,” he says. “And 
I tried to jump in with both feet, to take on the idea 
that scale is properly, fully a tool of sculpture, that 
we must not be embarrassed by it.”

In 1999, Kapoor beat out Jeff Koons to win the 
commission for a public sculpture in Chicago’s 
Millennium Park with his proposal for Cloud Gate. 
“Everybody said a mirrored object of this scale, it’s 
impossible, can’t be done,” he says. In the six years 
it took to complete, the budget for the 66-foot-long, 
33-foot-high funhouse mirror spiraled from $8 mil-

lion originally to $23 million by the time it was com-
pleted in 2005, receiving a rapturous welcome from 
the public as it helped usher in the selfie era as one of 
the first truly viral works of public art.  

“When it first opened there were thousands of 
people, and, as ever, I go, ‘Oh no, what have I done? 
Disneyland, it’s so popular,’” says Kapoor. “And so, I 
decided to go to Chicago and sit with it, and I sat with 
it for two or three days, and I realized something. Go-
ing back to scale, I realized it’s a big object and not a 
big object, a big object and a small object. It has no 
joints at all; you can’t tell how big it is. When you’re 
near it, it’s enormous, and when you step back from 
it, it’s not that enormous. The shifting scale felt to 
me, in my terms at least, there’s a poetic quality to it. 
And for me that saved it.”

Kapoor’s work hasn’t always gotten such a warm 
response. In 2015, he unveiled a series of site-spe-
cific installations in the gardens of the Palace of 
Versailles outside Paris. Dirty Corner, a 200-foot-
long biomorphic Corten steel funnel that seemed to 
erupt from the earth, was quickly maligned in the 
French press—the Le Figaro newspaper dubbed it 
the “queen’s vagina”—and marred by vandals who 
covered it in antisemitic graffiti. “I think it was an 
inside job,” says Kapoor, who met with French Pres-
ident François Hollande, eventually, to discuss the 
defacements. 

Kapoor has been outspoken on many issues over 
the years—as a frequent fixture in the British press, 
he has used his stature to campaign against Brexit; 
rail against India’s Hindu nationalist prime min-
ister, Narendra Modi; and advocate for refugees in 
the global crisis. Still, he has often said his work, as 
an artist, has nothing to say. “I don’t set out to make 
political message art. Agitprop is agitprop, doesn’t 
make great art,” he says. His abstractions, though, 
are deeply rooted in art history and in heady meta-
physical notions, referencing the avant-garde ideas 
of early conceptual artists like Russian Kazimir Ma-
levich and Frenchman Marcel Duchamp. 

Still, there’s sometimes a prankster quality to Ka-
poor’s more provocative work. “I quite like being 
naughty and controversial,” he says.  

His 2007 piece Svayambhu, which in Sanskrit 
means “self-made,” features ten tons of red wax 
and Vaseline paint on a track. The piece, tailored to 
the space where it’s shown, squeezes through door-
ways, splattering violent red streaks on the walls as 
it goes. It made a proper mess of the 19th-century 
galleries at the Royal Academy of Arts when it was 
installed there in 2009, squeezing through five sep-
arate doorways. 

A critic in the Guardian, praising the show as “ex-
hilarating,” “self-critical,” “funny and uncomfort-
able,” wrote that the piece transformed the Royal 
Academy galleries into “a kind of alimentary canal, 
an intestinal tract.”

The piece, which has continued to wreak havoc 
on museum galleries, traveled to Florence in Octo-
ber for Kapoor’s show at the Palazzo Strozzi before 
it continues on to the United States next year for a 
planned retrospective at the Minneapolis Institute 
of Art. 

The work started with a simple notion of creating 
a form by pushing something through something 
else, before layers of meaning began to gel on top. 
“Suddenly it becomes a train, and all the associa-
tions with it, being blood—you know, blood-red—
associations to everything from the Holocaust to, 
all kinds,” says Kapoor. “I think that’s the quality of 
the work: its ability to accumulate to itself layers of 
meaning.” 

There’s a prankster 
quality to Kapoor’s 
more provocative work. 
“I quite like  
being naughty. . .”

 
Known to 
appreciate 
the “non-ob-
ject,” Kapoor 
examines piles of 
pigment at the 
palazzo where 
a multicolored 
mixed-media 
work, White 
Sand, Red Millet, 
Many Flowers, 
once stood.  

Jay Cheshes 
wrote about 
Anselm Kiefer’s 
art compound for 
Smithsonian last 
year. 

Mattia 
Balsamini’s 
new photo book, 
Protege Noctem, 
explores how the 
lack of true dark- 
ness a"ects nature 
and humans.
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The eponymous hero infamously broke his vow not to check if Persephone was 
walking behind him as they emerged from the Underworld. However, even here, 
there is no straightforward reading of the painting, since there's no straightforward 
reading of the story either: the morais ofwhich range from the value ofpatience to 
the self-destructive power of love. 

What unites every work on show is the colour red. A deep dark red, most readily 
associated with blood. As he has throughout his career, Kapoor operates within a 
narrow palette that also features white, black, yellow and blue, but there's no doubt 
which colour dominates. 

The violent way he applies his paint to canvas - and builds it up in thick, swirling 
impasto - may suggest to some viewers the flagellation of martyrs or the beheading 
of saints in Renaissance imagery. If there's one artist whose spectre hangs over this 
show, however, it's Francis Bacon, for whom the human body was just a carcass. He 
managed to evoke - and, through his paint, imitate - entrails, mucus and gore. 
Kapoor achieves something similar in many ofhis paintings, though goes deeper 
beneath the skin and therefore to areas of greater abstraction. The end-result (if 
you'll forgive a word over-used by art critics) is visceral. 

!. 
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lnstallation view of Anish Kapoor: Painting 





The Guardian 
30 September 2021 



The works, about to go on display at Modem Art Oxford, are beautifully 
painted yet brutal: full of images ofbloodletting, decapitation and 
disembowelling. Kapoor seems to have taught himself to paint the human 
figure in order to desecrate it. At his London studio, there are stacks of these 
blood-soaked canvases depicting huge wounded bits ofbodies and purple 
organs spattered on the walls. 

"Yikes;' he says. "I'm not doing it intellectually. I just wanted to make a 
many-breasted quasi-female figure and see what happened. Could I unwrap 
her pristine exterior and look at her problematic interior, full of blood and 
guts and breasts and bits and pieces, and all that? Fuck knows. Freud would 
have a field day:' 

.6. Seeing red ... Kapoor's The world trembles when I retrieve from my ancient past what I need to live in the depths 
of myself. Photograph: ©Anish l<apoor. All rights reserved DACS, 2021 

Kapoor isn't exactly an inhibited conversationalist. We meet twice, at his 
gallery, then his studio. On the weekend in between, he gives a speech to 
Index on Censorship in which he warns against "self-censorship". And the 
flow of images and ideas in our discussion is certainly a masterclass in how 
to not censor yourself. Throwing out provocations and theories, he tries to 
explain what he's up to. 

"l'm doing what I've always done, which is to look to some primal ritual act. 
If one takes that to its logical conclusion, the primal ritual act has to be 
murder or sacrifice. ln Freud's Moses and Monotheism he talks initially 
about Moses having not been a Jew but an Egyptian - which I quite like - but 
from there on, it's all about the idea that Moses was murdered. Moses was 
sacrificed." 



li Iread abook 
called Blood 
Relations that said 
the first culture was 
made by women 
and it carne from 
menstruation 

ln case anyone misses the point, the paintings are accompanied 
by sculptures of enigmatic doorways and stepped buildings like 
Aztec pyramids, over big metal trays flowing with great 
painterly globs of red matter. Human sacrifice has played a part 
in many cultures. For Kapoor, it is a part of what religion is: "Its 
purpose has to be to ask ridiculous questions like, 'Where do I 
go after I die?' Or, 'Where was I before I was bom?' Public 
display of the victim, public sacrifice, somehow helps us, even 
though it's completely counterintuitive. We think the energy of 

civilisation is in a different direction. But apparently not so!'

These are unusual ideas and impulses to put on public display. At the gallery 
of his London dealer, we stop in front of a triptych of three big canvases that 
depict what at first look like florid, sensual blooms. Then you notice a 
headless neck bursting with blood, and the flowers tum out to be exposed 
anatomies. What's going on? "The Diana of Ephesus who has 10,000 breasts 
... she's there. So I think what was in my mind was the sacrifice of Diana, the 
opening up, the revealing, of what's inside her body. You'll see that the only 
remaining bit, in a way, is her vagina. All the rest is opened up." 

These are unusual ideas and impulses to put on public display. At the gallery 
of his London dealer, we stop in front of a triptych of three big canvases that 
depict what at first look like florid, sensual blooms. Then you notice a 
headless neck bursting with blood, and the flowers tum out to be exposed 
anatomies. What's going on? "The Diana of Ephesus who has 10,000 breasts 
... she's there. So I think what was in my mind was the sacrifice ofDiana, the 
opening up, the revealing, of what's inside her body. You'll see that the only 
remaining bit, in a way, is her vagina. All the rest is opened up." 

Â Leaning in ... Kapoor with one of the exhibits for his show at Modem Art Oxford. Photograph: Sarah Lee/The 
Guardian 



The vagina has become quite a theme for Kapoor. There was a row in France 
over his Versailles sculpture, Dirty Comer, which was nicknamed "'the 
queen's vagina". So what's with the vaginas? Kapoor answers, unexpectedly, 
in terms of Marxist anthropology. "There's an anthropologist I'm really 
interested in who's weird;' he says. "A man called Chris Knight who wrote a 
book called Blood Relations, in which he speculates that the first culture was 
made by women and that it carne from menstruation. That women who lived 
together, especially in small groups, menstruated together, and that they 
used red ochre to cover their bodies so as to hide their menstruations. He 
speculates that the first acts of culture were to do with this act of solidarity." 

The earliest artistic material known 
is indeed red ochre, which was used 
at Biombos Cave in South Africa up 
to 80,000 years ago. It makes a 
strong red pigment - hand prints and 
animal images in red ochre survive in 
cave art. Kapoor can't get enough of 
it either. "I have an obsession with 
red. My favourite colour of all, the 
one I use by the ton, is Alizirin 
crimson. It's a very dark bloody 
Bordeaux wine red. What's 
interesting about red is that it links to black so unbelievably easily. Red 
makes great darkness. And of course one might say red is fully a colour of the 
interior;' 

So Kapoor's paintings are not so far from his sculpture after all. Since the 
1980s, he has used colour to release the cosmic and the inward - from early 
works, in which he scattered raw pigment on small objects, to Descent into 
Limbo, a 2.sm deep hole painted with a black so dark the drop seems infinite 
(and into which one gallerygoer fell). "Colour is deeply illusionistic;' he says. 
"Deep space is something I'm constantly in conversation with - the way 
colour affects deep space, in ways that are indescribable with words." 

ln his studio, among the bloody canvases, is a black 
lozenge on a white background, encased in a glass tank. 
He asks me what I think it is. One thing I am sure of - it's 
flat. Then he gets me to look from the side. It's not flat at 
all: it bulges out into space, a solid diamond form. The 
optical illusion is mind-blowing. "So this is one ofthese 
new works made in the blackest material in the 
universe;' he says. "It's in a case because the material is 
highly toxic and it's incredibly fragile, especially to 
saliva, so you can't talk in front of it. It's a nano material. 
And what happens is the light enters and basically it's 
trapped and doesn't escape!' 



.à The drop seems infinite ... Descent 

lnto Limbo, made with 'the universe's 
blackest black'. Photograph, ART on 

FILE/Getty lmages 

It traps 98.8% oflight 

"blacker than a black hole". 

When Kapoor got exclusive 

artistic rights to this material 

a few years ago, there was a 

bit of a hoo-ha. You can even 

buy a "blackest black" acrylic 

paint, created by self-styled 

rival Stuart Semple, with the 

warning that by ordering it, 

"you confirm that you are not Anish Kapoor, you 

are in no way affiliated to Anish Kapoor, you are 

not purchasing this item on behalf of Anish 

Kapoor or an associate of Anish Kapoor!' 

li After my 
breakdown, my 
mother went to 
India, got some 
earth and put it 
under my bed - so I 
could dream myself 
well 

The entire row is daft, for Kapoor's 

actual black nano material is dangerous, difficult to use and has 

taken years to develop into artworks. He shows me 19 more of 

these freaky spatial illusions in an upper room ofhis studio. 

Next year they will be unveiled at the Venice Accademia show. 

They take a lifetime's colour research to a sublime extreme. Is it 

a cliche to ask ifthis fascination with colour was influenced by 

bis childhood in India? "I think some of my relationship to 

colour has to be cultural. This propensity for red has to have 

something ofthat. I think of Picasso and his relation to his 

Spanish roots. They were with him always - the dark mythological forces 

playing away". 

ln fact, when I push him to explain how bis gory canvases reflect his own 

psyche, as opposed to anthropological ideas, he comes out with a moving 

story about India, displacement and the healing power ofritual. "1 grew up in 

India:' he says. "I was there until I was 17, 18. My mother was Jewish, so my 

brother and I then went to Israel. And I had the most awful, terrible nervous 

breakdown. I could hardly walk. I had an aunt who lived in Israel and my 

mother carne to visit me. And my aunt, who had a kind of shamanistic 

predilection, said to my mother, 'You must go back to India and you must 

bring some earth and you must put it under Anish's bed: Sorry Jonathan, this 

sometimes makes me want to cry. But anyway, 1'11 tel1 you it. And so my 

mother, bless her, went to India and got some earth and put it under my bed, 

and my aunt said further, 'He will be able to dream himselfwell from this 

matter: Wow! You know it took me years to recognise the power ofthis thing. 

lt gives me goosebumps. Sorry, but it does give me goosebumps." 

Kapoor is an artist who takes you to the edge. He can make you contemplate 

the biggest questions. His new paintings are not so much a departure as a key 

to everything he has ever done, ransacking religion and myth to ask why 

human beings have always been driven to ponder the mystery ofbeing. "I've 

been in Buddhist practice for a long, long time;' he says. "Zen practice. lt 

matters to me.I do really believe that we are religious beings. Where do I 

come from? Who am I? What am I? Where do I go? Those are questions that 

puzzle us ali:' 

Anish Kapoor: Painting is at Modem Art Oxford from 2 October to 13 

February. His show at Gallerie dell'Accademia di Venezia opens April 2022. 
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ύ౒զᬃሕܶϑᴐ࣐Փಢ̬׌̓ݮᢝᑷωሕᘬ೷ᡅՓ὆ᐽ᫮ύ౒ᘬ೷ࡽᲡӟ൥

ؕᝅᥟԏܭ὆๹ܒᳱ᥇պ̬ߐ༊໯ȠϝͲ᩿᭓ሕAnish Kapoorज़ϩࢠΝ߂ᢞ̩ቈ὆

೛ѩಢ̣঴৯Ϊᘬ೷ᆈি὆ᳶፆ͔߉ӊ͗իன̣ͬ౗എᡅȠ9ೣሕύ౒ጸᷗ๳ႆ὆೛

ᖈಞ౿Ƞᡅࣄᳶಢ̣ଏ࣎ࡽ὆̬ ಊωഏ࡫ࡾΰࡣ૷ሕ޵ᴘȠKapoorज़ϩࢠሕԆᨭಢ

̣঴႑߭ज़ր὆͊ ̬ͬ৿ؽKapoorሕӬϩ὆Caseyfierro৊ᎾͯԠଏᔮಊͷখଗ࣋

ҢᬃҎᳶᔞ౭Ƞ̭ Ҙᤔಢր଎὆Kapoor೛્ૃଳ᩿᭓ቈϩ̣̀࿲ԣΎਢሕ࢛ᶮࢠ὆

΢ሕԤᄩ׳ᣪૹ὆ܣ΢Ӭૃည૆᪒֢ሕ౿࡫὆᩿ ᭓ӊ͗๚ߊᬉᖟᩜӖ̣εϩص὆ᔧ

ഽͻ᳍ޖሕଛዸӪυᔮಊౕೣ͏ᗴౕখȠϜ౽ᣜ߲ϣ὆᩿ ᭓ሕ๚̣εϩصᬉщ໡ͬ

Kapoorሕ߉᭖ਢԛȠ

ૼᣚಢ΢ሕϩصᧅͲ҄Ӹؕ࢝૑὆ૹ਋᳀࣋ቚԆ᩿̀ᨭആᇸԄሕ᱋ᔤ̭᫟ͻ࢑

ψሕҐҔ᳍ޖᕌᐹ̣ܣᧀὔ໹ሒሕᡏᡎ̩Јፌֶᢝཛྷཛྷሕᑍᘨުဥ὆΀ᤨ᱘὆ᄍখ65

ंሕ΢̬ಊ֢ӖༀΉᎡ޵Ƞ

౽ᣜಢ᳗ᳶᐑೳᴿౠȟᐕᐲ៰᥻ൟᖡ὆᩾ಢকྮᰰᳶ὆Kapoorሕϩص੠ᖟ࿲֢Ӗ

ᢞᔤ̣ጹ᳀ά׌ႱሕટᒑȠᔧយ౽̭ᄍ࢛͔᱘ሕ͆ᆎဥ὆ี ಢKapoor֡޽ுౖগԥ

ԛᩱӵሕޠᆎ὆΢᫐ᤗҐςሾᳶϩصᕿ׍೛͊རࣩሕ͓סὔĄ̬׋Ͳܝ͙࠴὆ϩ͊ᘬ೷

೾Ƞą᩿޽೛ԟ͙࠴὆ૹΰሕᕉ᥶๝ࢫ ጹᕉ᥶὆ಢॾᴬΎΰ஽̣ࣆጹᑷ᩶ұષᔧ΃ᅸሕ

ᄍ࢛ὔĄ຺೤ْጹẫೊυ๝Ңਢሕẫೊ೛͊རӽ὆຺ ೤ْጹ፫᱘๝Ңਢሕ፫᱘೛шਓ

஽ᐼȠąี ϼ؏ÿÿॾᴬΎΰђࡽΎMartin Heideggerଏ௖оሕٕࠏӬ͓͋ܣࡲ߲

ิᑀ֯᪘᫏ᄍ࢛ሕ౽ҕ᣽ ὂᴻDas Geredeὃ὆೛ԟሾᢞܪᄩᢱኀ੸֦চሕܣࡲὂDas 

Seinὃ὆গΝཥັሕૃᣨ̓ᢤ᭄὆ά೛͊ᄩਖ਼ᐹᒇሕੂ঳ഏሾᳶយ౽ὂDas NichtsὃȠ᩿

ጹϼ؏̭̓ࢫ᫂ܗ੔ષ̓ሕĄ೤ؕ౽ą̬ ᤫᔧׇȠሒಧؕར߅὆ᆅΎؕ߫Ύ὆Kapoor

ሿХ̣Ӡͯ႘ሖ೤ẫሒี֡ؕᲉᲈ̼ਖ਼὆΢ျᡓ஽ᐼ႘᥻ؕᳳ႘᥻ȟ̭ܣࡲ༱᪩ȟ፫

᱘ؕᳳ፫᱘Ꮈ͔᱘ሕҕᕌȠ

ϩ͊׋ಊ೯ೡҙ৿ؽԛሕ৯Ϊᘬ೷ࢫ὆KapoorሕӬϩᄩ਻̭᫂ࢫሕĄ౽͊ą̬

ࣤሿ׋ȠĄӬϩሕ൬೴̬ܣͲည૆὆ᔧܣͲՙ᯻ሓဧȠ᩿ ֡ࢠᬉᢙഏज़ϩߊቛૹ๚؈ૃ

ᢙᑷփ਋ࢉͲ὆ܣ޻ሕ߰ޖᑫͤ὆গ̱অখᓮᨭҘ̓὆ᨭϢԛᡁёᤅёሕͯȠӬϩ᳍޽

ज़ত὆ೡᑰງӵཱུ૸Ƞࣝ߄ ࢉ὆׍࢐૸άܣন᩹ᔧᅸ὆গ̱صᑫͤሕ᩶ፐ̓὆ϩ޽֡ܣ

Μಢ̣̀༎ԣሕ὆̬ ౫֦ՇሕܣࡲȠąKapoorᣈ͊߰ሕϩصগ̬ಢܸܣ᫟᭓ષᥟӖ

ഏሕ὆Ą૸Ԟሕϩص੠ಢ໽અΎਢሕ὆੠υ̭Ңਢར޻؎ন὆ᕿͣ׍ᵪסज़ᘬȠ৯ၑ࿲

BEING 
AND
NOTHINGNESS ˁᘿ௄ښߛ

ᑀՑᄊງਓ

ᒀ࣯̻ᙌ∈␒ࣵࢡͼ઱ज䭵ᬣ喑

Anish Kapoorຯ҂ಇႵЃ͒㖰⮱㞧ᱜ䭢ౝ喤

୩஡ὉቛΫౕ

ࣲ̭10థअ҂௚ࣲ1థἻ
Anish Kapoorᄊ˗ڎᯫ൓ܸیԥ˔࡙
Ӓ̛ܽᎿᎿషᯞ֗ܺईᓨషᯞՏ௑ˡᛡǍښ࠲
̵ឭὉþੈ֗˗ڎᦐࠫጚᓤ̗ၷСᲞἻ
ੈਇᤈ௧ʷ͈̃ݞǍÿڏ˞Kapoorښ
2015ࣲѹͻᄊǒ݉पӭጺᑊၷྭᄊ੕᭧ʹǓǍ
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֢ည૆ሕͯ႘ਤၑܣࡲ὆ᝅૼߊಢར༬὆ά֞Ҙ΢਋̸߄ᢘ὆Ϝҕᰅ᩾ಢܣͲᡁԣ὆ܣ

Ͳຉ̬ђ੸᪀ᡁӬ᪬ሕ᩶ፐ೴ᨭȠą

Α͒ಢ΢ೡྷૃሕϩصὙKapoor̬ы੔ᐼܪဥ׌ಢȧ݁ҍܪ჋ȨὂDescent into 

LimboὃȠ֖ খߊ޾὆΢ሕ᜘ᛷ႐ᶋࣴܣໞ࣐ܘሕޙ୓ᒚ౬ݿ᭗υ৯Ϊᘬ೷է႘ᵽ͍

ԝ὆ᢞς᳘ᢙ໎ቛ̣എ࣎᫂᪀ҍ̣̀20ক౮ᐌሕ჆ᎊࣴւҢᢞᦢ᩿ε᳍ޖϩص὆ࢉ

ಢ̣֫Ζ8ᙲ ὂ࣡2.4ᐌὃརሕܜ৶࡮໽὆Ңᬃᡤ༯૸ẫᘨᔧӸ᪬ӖΫΎሺቒጘ᪑ሕᢡ

চᢤȠᤡ ೟ષ὆ࣴ Ӗಊ̣׌খ᩶ҏ಄ሕૃ߉ӱྀ࢞፮ၑ̬૑᧗ҍ᩿ͬ Ą֫ẫ໽ą὆ࣇᗵ

ࣴӖᡤ᪌͆ಊҕ᱑὆᩿ ᬃϩ᩵ͣص᪫ሑ̩ͬᓢᒄျ௳Ƞ

ឤၑі࣐ଗܣገ΀ࡉϢ̩֢޵὆ϜKapoorպಢ̣̀᫂᫂ܪܪሕĄ᣽ᴻΎ႘ąȠ߲

֖খܣӋ࣐᦮ࢥ᱌֫ሕݖ߉᳍ޖȧᕮᖧሕ᢬ᜍȨὂDirty Cornerὃ὆ࢉಢ̣൬60ᐌ᱋ሕ

Ⴑ᭿Ꮪ὆ִ᩿ښ ε᳍֥ͮ޼ޖᣑሕ߂৶ؕ׌ፇᤀ᭒ΫςΎ༩ષᕌᔙ὆ԟ͔΢̣ܣร

ໞ὆άӋ࣐᦮५᱋߉໡૸Ą߫ჾሕᲉ᫂ą೛ಢ৙֢ͬᨶၑ޼ࢉϢ֢६υ̩̬ᑷૃଳࡉ

͊Ϊᡌሕ໗ܗ೿֥ࠢึ܊ӵͬ̽᭔ሕДႮ὆߫ ೿͓͋ᑬᑯͣᡌጅར֥ࠢᕺȠೡᐴᐯ

༝᫰ն঳႞ᘨሕಕẦؕ΢অ௖ᧀሕ҄ᛑ܊ᝅὂIves Klein Blueὃ὆ᔧܣଏ೤ᷗ঳ᵪؕ

ሕᘨ৺৯̓὆ೡ֥Kapoor࢜ၿሕᘨ৺ᛏ᩶Ͳᑍᘨὔ᫟ͻ៰Ӹϩصÿÿȧૹᑍᘨሕጒ

ȨὂMy Red Homeland὆2003ὃȟȧ౬ᒚऔȨὂSvayambh὆2007ὃؕܗ ०ẩ߉ሗࢥҢ

ሕརᑍᘨफ़ܜݖᄧȧӱᒚ݄ȨὂLeviathan὆2011ὃ὆᩾೤ȧߚ৏դᑮᖊᅸ႘ሕଆᳶϢȨ

ὂSectional Body Preparing for Monadic Singularity὆2015ὃ౽̬ᣣಕ᩿̣ͬဥȠ

΢᩾͙؉؉אܪૹࣴጅͬᗱॣሕᑍᘨକ೻޶߂὆᧋ᢝҘࣄᑍᘨሕᇠ᪑Ƞ֙ ᢞज़ϩࢠ೯

᱘὆΢ሕԤᄩࣴጅ̣ͬεࢎుܣज़ϩ᩺̓ࢠ՘খሕ᳍ޖ὆৶ϙ̣̣ܣ֪ޅᧀሕᥙᡜ὆

֍೴౽ᘨሕ҃ྮཥӉܡᡌᳶೡ᩺ͣᡤ΢࿂૸ͬḒᘩሕᑍᘨȠ

Κখጸࡺ὆Kapoorչ͍࣋ܗ̓ܣԝ΢ሕᶋร̀ࣴȠΝ՟ᓸሕᐾጦߋݮবᘬ೷ᵽ὆

ৈϖᗴ̓ߎᓸ೷ࡽᲡᓸ೷ᵽ὆Kapoor࣋ܗאΎ্ుࣴጅ΢щԛሕᑷҚ߉ϩȠĄૹؕ

ᑍᘨ΃ᅸҔṐ὆ૹષ᩿ಢ̣ε߰ͯȠąઐ͐փֹؕར֋ౙՇಢKapoorԆਅࣄᬉܗ̓

རӽሕܭ᪀ᡁ̣ࢫᴘ͙ؕࢫሕ৯Ϊᘬ೷ܗಊ΢ͣ਋೯ਉ̭̓׋६ࣴሕᶖԣԛ὆ܗ̓

ౙՇ΀༎ȠĄՈ·ሕᆈি๹ܒ਋߰὆५๱ֶάிᢳӵഏᗱ̳ᆎׅܪሕᘬ೷ϩصȠૹ॰೭

ೡᑰ਄ึ੔ષؕᢞဥᬉᖟ᠗ׇ̣ܣᧀȠą

ሕಢ὆ϩ᫊޽֡صӵᡅߑ༯Ṓᔤሕ኷ܷ὆ၑᔧKapoorগ຺೤໹ள᩿ͻ

ፊᤍ༯Ṓ὆ᔧಢܣҘ̩ӹ̣ࣩͬ᭗ᘨ້࿂὆গృૃТᆓ̣ͬᬃӟᇑ᪓Ƞ

Ąᘬ೷ࣝಢ᳘ᢙ̭֙ࣄ᣽ሕ὆םӪࢉሕ̬ࣝܣࡲҦ᭔ᢙąȠ

Kapoorቛ᪑Ͳᘨ৺὆Ϝ΢গ຺೤Ꮠդ࣋ܪᴿౠ୷ഏᅺͲᒀᆈ὆ឤ

ၑύ౒ሕ᭓ථᆈিΚখಞ޾ᲖӨ̣ͬͻ߫ਖ਼͋ᴻሕᒀᆈϩص὆Ϝᒀᆈ

պ̬ಢ΢ᘨ৺Ӭϩሕ᭔ဥȠĄᘨ৺ת৙ૹሕܪ౮ܣͲ὆ࢉಢ̣ጹዑ࢛ࡲ

យ౽ȟቍ࢛̭চ৿ሕ΀֪Ƞ৯ؕܣࡲሕ႘᥻Ϝ֜ୋᥟᔧጘጽᛏ༖὆ಢܣ

ᳱ὆ᘨ৺ଏӬ᪬Ӗࢎሕಊк὆೴ӟ֜ܣࡲᝅᘨሕᴿౠᐑᔧޅϩ̣͊ࢉ

ഏሕ૆ᢤΫΎᨭ͆Ҙޠ὆ϜΝᢡᢤሕ᢬঳ቈ὆֜ ΂ቍ΂চ὆ӊ͗ಢΎ᱘

ሕ̣Ԃ̦ညᢱᚺȠąKapoorڤฤнԤ̣ͻ႞ๅሕആ᥻ഏײᄍᘨ৺὆ᒎ

ᔧ஀஻ӖܣࡲͲᕿ׍ሕརૃ὆΢೟࣋዁ൟᖡؕᴿౠᆈᑻׇ὆Ӹ᪬Ӗᠾ

̭ᕙάыͩቍÿÿȧҢᬃᑻഞȨὂInternal Objects὆2013-2015)ὕͣ ೟

Ν̓ܗ໇ঢ̪஀Ӗ̣ͻफ़ኖ὆গܣҘᡌᳶ༯̩࢚ᝅᘨᴿౠ὆Ϋ᩿ͻ૸

ሕफ़ኖቈᧀഏኀ᱘֦ਓᩇሩσ᳄Ƞן

֥ն঳ోবࢌ᭓ో࢔ή৖ሕ֢ץ὆ά֞Malevichሕᗴ̩͓͋ؕ

Paul Kleeሕୋᥟᡌᄍ͓͋৿ؽ὆Kapoor֜࣋ᴿౠᐑೳޅ૸̣঴঴࣎

̴ᲖӨÿÿȧሒᘨሕຶ὆ᑍᘨሕᥗᐓ὆ؕ ਋߄ᙍȨὂWhite Sand὆Red 

Millet὆Many Flowers὆1982ὃ὆গፇҘ Ą͊ҵࣾሕ̣᢬ą὆ᓈᑡሕ߂ᡌ

̪Ჳខቛརࣩ࿙ૃᣨȠึ ᐎನᳪ͋ᴻሕϩصϙ͗׳ܣᣪΎΰὔٮ೤٩

᭄ᗱૹૃᣨଗಢีᢱȠKapoorన᱋ϼᅺᷗᵪؕ঳ሕդ̣ᑙᘨྷޛ౗

̀፫᱘὆ᜄ᪬Ӗሕະ༭৖ϢᶮҀྷᖟ᭖὆ಊᔧѩ࿼६̣ᘎګ໮ᔧӖ὆ಊ

ᔧ߲ྈ঩ᘎະᳱ֢ץұષȠ

2016খ὆ᙲܗᜇ᭓ᑝᐌᐹᒇҐ־ኦ֢Ӗ̣ͬጹ͊׌ᑝᐌዪᏚẫϢ

ὂVantablackὃሕ༯ࣩ὆ސፇ৯ಊĄ̳ᆎ̩ೡẫሕ႘᥻ą὆๝̓࢖ࢌሕ

ẫ໽೛ẫȠ᩿ ጹ๝̹֢ߑ᩾ᢙᑮౕеሕᷗࢴ঳ዪ᭽ᐌᏚֶתఽ߉ᑑ

99.96%҃ÿÿ᩿ૃ؈ቛ౽ᣜ࣋ګࢉ༯ْܣጹ႘Ϣሕᡌᳶ὆ᬉֶࣱ᝟

Ҙᒚ঳Ƞ̬ ὆Kapoorͨ౫ͬዪᑝᐌᏚẫϢሕϼᅺ೿὆૸̳͊ᆎ̩׍͐

Ƞึࢫάϼᅺ᩿ฬᴿᘨሕᘬ೷ֶ̣̣̀ٮ ͍᫊ӵͬᡁ̶Ң߂ᤘ߄ሕᳳ

ᣑ὆ͣ ͊΢ᦇ̩ ĄͬᷗһąሕൗᏏȠᘬ೷ᆎ̣౮ᳶଛቛี͓̭Ґকሕ౼

ֽఇ৐΢὆̣ ౮ᳶ֜ࣄ΢ሕ̪̣ᬃẫᘨϩصҀྷ߰ߚȠ

Ტͬጘጽᛏ༖ሕᧃᑒẫ὆Kapoorͣ਋నᅺಕ਷ሕᘨ৺὆߲ ॾ೤

Kapoor 1954খӖᅸͲͨࡸ὆ܣᔁࣾᄌᑽሕՈն঳᱋߉὆๙ΊಢႴ

ն঳༬Ҭёງ᫂༖᭖Ƞႁ๙Ͱ͊ܣ΢౗̀᎒খಊ೯ᬉܣፉ๱὆ႁΊߋ

Ύቚᆎࢮঝ὆੔ᒚԆኅ὆࣋ ΢ؕঢ়ঢ়᪖ӵͬն঳ೡ͊ᐧᘦሕࢰࢲᆅ൥
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త˞໘ਓᄊͻֶὊ2014ࣲᄊͻ ǒֶොᬌǓ௧
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΢ΰቈӵૹሕϩصᤔ὆Ă᩿̣ࣝ᫟Α͒Ἳăૹᢤਓ᩿൪਋߰὆ᗴͲಢ̬ಢ

ؕૹષሕ̣൪຺೤ҕᐹ὆ͣ গ̬᭔ᢙȠ৯ၑ֥ς਋᭔ᢙ὆ૹષёӖᗴ࣏

ಢ߉ςڤᱟ͙ᢝሕϩصȠą΢ሕᬃ߉ӟϩصᬉಢ̣ጹࢗࢎሕܣࡲ὆઄޵

࿲֢ᢞςሕ᳅ϢҔܘ὆ᜄ᪬ી઒ሕະ༭৖Ϣᶮ὆ᣵ࢕ᣵ஽ቛςΎ૆ܪ

ṐȠ᩿ ጹ૆࢕Ϣᶮͣᒅ̬ΖᲛͲᢡᢤ὆΢ሕӬϩ̬ͣ͘עᢤϢᶮȠΚখ

ᵽ὆᫐ᤗKapoorࣴӖ΢ሕӕ৶্߉ሶ܏὆ύ౒౭্ሕሠ႞ᶎ൭টߊ޾

চ৺ᰰᳶÿÿȧᆁᑍӵᝅȨὂRed to Blue὆2016ὃ὆᩿ ͻᰰᳶ̬Ζᖟ֡࣊

Ӗᣍഏࢯΰሺቒጘ᪑ሕз৿὆᩾Հ୫޵ᴘ὆ቈࣴሕ̼̀ΎሿᲴ̣ࢗ᧟

ጰܪᎍܣϩصሕ̬׋᢬঳὆ͣ ᖟ࢛ᄍܣ਄ึᔼᩯጴᤍሕౄധ὆̭ Ո·

ȧ՛ᗔȨὂAscension὆2011)ಢ̣صȠϩ߾ज़͔׋ᴘޭ೤ቛ৏೙܈ܼߊ

ᕦਐਐ̩՛ሕဳ᳗὆ܣᑥᑑ֬൬༬ࠍէ႘ᵽࣴӖಊ֦ᨭᔉՇ՛Υᘎሕ

̣ୈᑍᘨ὆๳༎͔޵᱘໵ྛቛ᷸চ͓͋ᘨ৺ὕ̭ ͔ሿࣄሕϩصȧະᲚȨ

ὂDescension὆2017ὃӪಢ̣ᨺ̬ђ౶ᨸሕጘጽ࿋༾὆Ϊᡌͬ΢ࣄ༎ԣ

ؕ፫᱘ሕᤀ᭒὆ࣄૃࢹᅸ؏ຉ౽ิࣤሕ஽ᐼά߲֞ẫ໽̣ᘎ̬౫۳ט

̪ະሕ࢖ࢌȠ৯ȧະᲚȨӖᄍܣᑥᑑ६᷽҄ത߉ආҐ܏ 1ֽኞߑᎸᤘ߄
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༾ިཧͬ૷ԏՇ๹ܒȠ
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๙Ϣሕ৶ᥟ᪔ྟᅸ؏ሕᧀྗ὆ϩ޽֡صӖᄍ໽፦ȟ࡯ᕱȟᑷ೯ؕ߫ਖ਼ᨭϢᎸѾᐻȠ߫ܣ

ਖ਼ᣑᴻؕూ໊ีዑᧅאͲሒျՇሕᄌ̪ޠ὆ϩ̣͊׌ᆅਖ਼ᘬ೷ࢫ὆΢๥̬ூᵩ߉ܪᕾ
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ሕૃ͓὆ૼ׍ᢙ̬ਯӭᡓ὆ᡌᩱӖᕿࢗሕҕᰅಢ̣ص ಢҘ΢̣ͻ೴᥻ሕ̸ᢘȠą
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ഏΊᨭϢᶮᘬ೷὆૆֥ቍ࢛̳ᆎ̓ሕܣࡲ὆Ą߲Κ̣Ӡᬉֶάᅺᮎͨӵ὆ࣝ ᪃ၿᬉֶά

୷ഏ֦եȠϜΎᐎೡརࣩሕ᣽ᴻಢֶ̬άᡤᯘ٭ሕÿÿૹӖᅸԆྗᗱْ᭓Ὑ฼֜׍υ

ْ֖Ὑÿÿٮ჆᩿̼̀᱒ᴻಢՙ᭗̬தሕȠą

ഝᏐ᪑চᔧૃ؈ར᪁὆Ί᩺ጘጽ֜Ҁྷ᣷ૃȠ਋߄ቈ࢞υᡤKapoorሕ

ࣴӖת৙ҍጘ὆ᣚ̬͐ጰ্὆ιϨ༱ܣߐϩص৯̓὆ᦻҍͬߊΎׇ̣ሕ

ᆎȠޠ

Ͳ৯Ϊᘬ೷὆೤֭Ύࣤሖ኏ሕᣦζಢὔĄ᩿̀ૹͣυёἻąᔧKapoorࣄ

Ӗ଼̣̀ࢫনὔĄᘬ೷܈ሕص΢ϩࣄഏά̣ጹ্ుሕਢੂᳱਉҐςא

ҎᙲܗሕೡᷗҐҔ᳍ޖ὆ͣ ᡤፇ Ą͊ύ౒ሕݬᛱ࣐ᮞޗąȠ᩹ߩ᱑঎

ᆎ̩ೡ᱋ሕ̳̭ޖ὆ಊηύ౒५᱋ሕBoris Johnson௖ᣑ᩿࣋঴᳍׍

ྮගÿỵ֮̈׌ҐҔ᳍ޖᘬ೷ࢫCarsten HöllerଏӬ᪬ሕϩׇصͰ

̣͊ȠHöller̭Kapoorܣ͊׋ύ౒໦႞৯Ϊᓸ೷ᵽ༾ᨺ߉ւὂTate 

Turbine Hallὃ̓ ᡫᓮ᩶फ़ϩሕᘬ೷ࢫ὆ӟӲ ȧ͊ᣵᶮܭȨὂTest Site὆

2006ὃؕ ȧᶑᢘͺ౬ȨὂMarsyas὆2002ὃȠͰΎׇϩЬ৊ሕ᩿঴ᠢ౶ޗ

ྮග߲Κಢ̸ύ౒ਤ֖ሕ಼ဥ͔̣὆ྀ ֶ࢞ᴠቛ՞᪠ಕᏚ᫂Ν80ᐌ

ᷗሕྮගྮ̪὆ת৙ቛഝᲛ᩹ԣၿ߰ᔤԆਅϢᶮᆹႶȠ

Kapoorన᱋ᪧ᩶ݖ߉᳍̭ޖҐς͵ԣ὆΢ሕϩ᪽ص६०ẩȟύ

౒ؕᑥᑑᎸ߉ᬉ५὆Ҙ̓ೡ͊Ύፇֿሕ৯ౕᘾԟٍՙጬҐ܏ሕȧʹ

᱌ȨὂCloud Gateὃ὆ͣ ᡤ৯ܪΎΊӠܪፇϩĄᥙ࡫ąȠϩصᆁ̬ܺ߄ᯠ

᭿ജ၁ிᔧ૸὆᭔ᩱ ߂঳ሕৢݖ὆ᑷ᩶ᷗ঳଼҃ሕȟ୦೤༎ᑧן߄110

ᡌ҃ྮಕΉ὆ಝၚቛܒ؄ሕݮ५ܪൗؕΎᔁ὆ഞ૸̣ঋֶ̬߾ᢸሕ͵

ԣ಼ܘȠؕ ȧʹ᱌Ȩ׋൪ҙ೤зಝౄധሕҐҔ᳍ޖ᩾೤ȧߊ፫ᰰȨὂSky 

Mirrorὃÿỵ̈ᳶщౢుᓮȟᳶߊא፫ሕӕ৶଼̬҃ᯠ᭿ܜስ὆᩿ ε35ᙲ࣡ࢮሕ᳍ޖ

ᡤుᓮͲᑥᑑ໼҄ᛱԴ̓ਢ᱌֫Ƞึ ໇޲ύ౒໦ಸܣႋ೴ͣ೟Ӗᄍݖሕ࣎ص὆ᤅϩ߂

զजȟᕯᩤᴥᙍ܏ȟ६ᦩᴥሗࢫᡁࢥᚠ݇ؕᙲܗᤚ̤ຐબညᴥঝܭԏܭ᱌ԆȠKapoor

щԛ஌໸ቛ৯Ϊᘬ೷ሕକ໗὆࣋ ϩص๳ԮዯጄሕϢፆ̭ുᓸሕ༎ᑧৢݖ঳᪀ᡁሿਓ

ራ৾ܪᑻׇȠ֦ தሕӊϣӕӔᰰᳶᒀӸӖ༎ԣᆈᳶὔݮ५ဈ҃ȟ֍᭕ʹ৺ȟᙍṌ᷹វ὆

వᮆὉKapoorͯ̆͠சӯᦊͤڭ᭼࠷ӝᄊ
Ǎ܈ళ߹ੇ࿄গᄊᬿ̆ܫ᧗ద͕ܳࠉͻࢺ
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ART

A
NISH KAPOOR’S 
latest exhibi-
tion may not 
seem immedi-
ately attractive 
to those still 
recovering from 
this week’s Game 

of Thrones. Torrents of blood flow on 
to giant  canvasses; the stuff of life, 
death, dirt and shame splashing 
and dripping with an exuberance 
that suggests that one of our best-
known sculptors has very much 
enjoyed a move to painting in oils.  

 It’s curious, this joyful under-
tone, because his intent could hard-
ly be more serious, a stark warning 
against the politics of hate and 
separation which stain so much of 
the world today. Brexit is very much 
part of that: “Our obsession with 
purity is very much what Brexit has 
come to be about,” he says.

 His starting point is menstrual 
blood, and the purification rituals 
of his dual heritage — the Judaism 
of his Iranian mother and the Hin-
duism of his Indian father.  

The “ancient practice” of treat-
ing menstruating women as 
impure, different, and separate 
and the cleansing ritual that takes 
place in a mikveh, is, he says an act 
which “affects everything else, our 
points of view, our sense of who’s 
in the tribe and who isn’t.”

Treating menstruating women  
as impure is the beginning of tribal 
affiliation, he says. “The question we 
have to ask is whether that’s good 
for us? In the 21st century, it seems 
the world is going that way more 
and more and more, which is huge-
ly dangerous, I believe.  We need to 
do, in a way, the opposite.”

So, while the history of Western 
art is distinctly phallic, Kapoor 

Anish 
Kapoor 
(above) 
with 
works 
from the 
exhibition

I]Z�WaddY�Ódlh�̂ c�
@VeddgÉh�7gZm^i�h]dl�

focuses on the womb. His paintings 
conjure up organs and tubes, open-
ings and interiors, too abstract to 
be gynaecological, but not for the 
squeamish either.  The predomi-
nate colours are red and black, but 
there are pinks and orange, too, and 
in some a fiery yellow.  Some evoke 
fear and shame, or hint at violence. 
They are, nonetheless, full of beauty.

Alongside the paintings are the 
sculptures . In the Lisson Gallery’s 
courtyard, there are two vast mir-
rors,  inviting us to consider the 
world and ourselves from a differ-
ent perspective.  

Then there are two works — one 
outside and one in the gallery —
in which vast pieces of stone are 
carved to give the impression of rec-
tangular  boxes, containing ovoid 
forms.  One is carved from a monu-
mental piece of Iranian pink onyx 
to resemble a bath — or mikveh, or 
vessel — containing two egg-shaped 
objects, a deeper  pink than the 
rougher outside.  The way that the 
hard stone  evokes softness and the 
idea of being held, alongside other 
ideas of purification and cleansing, 
is memorable. 

 Standing by this work, introduc-
ing the exhibition, Kapoor ponders 
whether a man “can deal with wom-
en’s questions — is a man allowed 
to?” 

Later, when we grab ten minutes 
to talk, we return to this question. 
“I’m deeply into political correct-
ness, because to not be is too right 
wing an agenda.

“But this other question about 
whether a man is allowed to make 
women’s things… whether a white 
person is allowed to do a black 
person’s thing, or whether a black 
person is allowed to do a white per-
son’s thing or a woman’s allowed to 
do whatever… give me a break!”

The idea of cultural appropria-
tion is “rubbish” he says. “Each one 
of us can claim what enters our 
consciousness without regard to 
whether you’re allowed to do it or 
not. That’s the freedom that art-
ists have to insist on, it’s one of the 
things that being an artist is about.”

I ask about the  undercurrent of 
fun that accompanies the paint-
ings, that  reminded me just a little 
of the finger paintings that young 
children make.  He laughs, “They are 
finger paintings! I use a stick but 
mostly my hands and my body. 

“I feel that one of the things we 
are doing as artists, it’s serious play. 
And if it isn’t joyful and playful, it 
won’t go anywhere… 

“I think artists can dare  — even 
if we just fumble around  — to go 
there. What is my interior, what is 
this space inside of me, why is this 

space inside of me so much big-
ger than me? All those existential 
questions — very simple questions 
at one level — they are, if you like,  
the working matter of this serious 
play.”

The tallest part of the exhibition 
towers above us, a vaguely Christ-
mas-tree shaped heap of welded 
metallic shards.  It looks angry, I 
say, and he agrees. “Very, very angry, 
unwilling to be resolved and full 
of connections.  It’s ‘male’, and yet 
aspects hint at the female as well,” 
he says. There are spaces and voids 
and curves in the structure. Per-
haps a genderquake future, where 

Don’t 
be
taken in 
by the 
right 
wing 
press’ 

KEREN DAVID
INTERVIEWS 
SIR ANISH 
KAPOOR

boundaries between male and 
female are increasingly blurred will 
affect  his work. 

His ideas about separation and 
its dangers are very much part of 
his Jewish identity. He is not a “prac-
tising Jew” he says, he never was, 
although his maternal grandfather 
was the chazen of shuls in India. But 
he is “hugely conscious of my Jew-
ishness, it matters to me massively.”   

Born in Mumbai in 1954, he 
moved to a kibbutz in Israel as a 
teenager, later studying electrical 
engineering. It was in Israel that he 
decided to be an artist, and moved 
to London  where he has lived ever 
since. 

His warnings about boundaries 
extend to the Jewish community, 
and argues that patrilineal descent 
should be accepted. If we did that, 
he says, we could double the num-
ber of Jews in the world. Inclusivity 
is all.  “Instead of who we exclude, 
why do we exclude them, and who 
decides? And is it a matter of the 
colour of your skin, the place you 
come from?” 

 Jews, he says, come in all sorts 
and that should be celebrated. And 
that includes anti-Zionist Jews, 
“because you can be anti-Zionist 
and pro-Palestinian and be very Jew-
ish and not antisemitic. 

“To conflate those things is a huge 
mistake, and we must remember, it 
is our tradition. 

“All the major writers of the left, 
from Marx onwards were Jewish,” 
he points out.  In fact Judaism, with 
its emphasis on community is intri-
sically leftist. “I implore our Jew-
ish sisters and brothers to not be 
taken in by the right-wing press…”  
Including the JC?  “Yes!”  

Our wish to protect ourselves, 
he says, should not go so far as  to 
endanger us.  “Really we have to get 
this in some perspective. These are 
all ways of isolating ourselves and 
we mustn’t do it.”

Anish Kapoor is at the Lisson Gallery 
May 15 to June 22. 
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exhibitions

Five of the best

1 Anish Kapoor
One of our greatest artists, 

this modern Rubens continues 
the exploration of colour and its 
emotional power that started 
with his early experiments in 
bright-hued sculptural forms 
in the 1980s. In his latest works, 
he plays with the idea of painting 
in the same way a child might 
play with a doll – by pulling it 
apart. Spectacular, intensely 
vivid, somehow erotic wall 
works deliberately confuse 
two dimensions with three 
and voluptuously celebrate 
the power of art. 
Lisson Gallery, NW1, to 6 May

2 Graham MacIndoe
It’s Trainspotting, only real. 

Scottish photographer MacIndoe, 
who lives in New York, took 
the brutal self-portraits in this 
exhibition when he was trying to 
overcome an addiction to heroin. 
Later, once recovered, the artist 
rediscovered his un! inching 
pictures; they preserve a story 
that is both unsettling and matter-DA
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of-fact. There is no sentiment 
or self-pity here, only real life. 
Scottish National Portrait Gallery, 
Edinburgh, to 5 Nov

3 Rachel Kneebone
Fantastical porcelain 

sculptures that create fountains 
of body parts, white grottos 
of surreal desire and tottering 
towers of pale ! esh. Kneebone 
has something in common with 
Turner-nominated sculptor 
Rebecca Warren as well as being 
consciously inspired by Rodin’s 
Gates of Hell. Her exuberant 
sensuality is eerily undercut 
by the icy coldness of her 
works’ bright glazed surfaces 
– it is as if a witch has frozen a 
decadent court. 
V&A, SW7, to 14 Jan

4 Marlene Dumas: Oscar Wilde 
and Bosie

Two portraits of the joyously 
provocative late Victorian dandy 
and the young man he began 
a relationship with in 1891. 
Lord Alfred “Bosie” Douglas 

, 

e 

was the son of the Marquess of 
Queenberry,  whose court battle 
with Wilde led to the writer’s 
downfall . These portraits haunt 
in their overtly decadent colours 
and sensual expressiveness. 
Dumas brings a dark eroticism 
and sense of doom.
National Portrait Gallery, WC2, 
to  30 Oct

5 Erik van Lieshout
Cats that live in the cellars 

of the Hermitage Museum in 
St  Petersburg are among the 
stars of  Van Lieshout’s videos, 
which also feature his family 
and a mysterious dead man 
called Janus. These blackly 
comic meditations on modern 
life are shown in an immersive 
installation by this Dutch artist, 
whose anthropological eye o# ers 
ironic reportage on the social 
world, from spontaneous portrait 
drawings to doc-style interviews. 
South London Gallery, SE5, to 
11 Jun

 
Jonathan Jones

$ (Far left, 
top) Erik van 
Lieshout, 
Janus (2012) 

$ (Far left, 
bottom) Rachel 
Kneebone, 
399 Days 
(2012-13)

$ Part of 
Anish Kapoor’s 
new installation 
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